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KLÁRA GARAS (1919–2017)
IN MEMORIAM
Art historian Klára Garas, retired director-general of 
the Museum of Fine Arts, Budapest, as well as inter-
nationally the best known Hungarian researcher of the 
baroque, died at the age of 98, on 26 June 2017. Fate 
favoured her with a long life. At 90 she was sitting at 
the opening event of the exhibition Maulbertsch and 
Winterhalder staged in her honour and to celebrate 
her birthday in the Hungarian National Gallery in 
Budapest (Fig. 1), listening to Maulbertsch’ great con-
temporary Joseph Haydn’s piano trio with the famous 
“Rondo all’ongarese” movement. The exhibition of the 
Hungarian National Gallery in tribute to her was a 
merger of two showings. One was about Maulbertsch’ 
most important pupil, Winterhalder’s work. It was 
organized by Czech art historians under Lubomir 
Slavíček’s guidance, with the participation of Central 
European researchers. It was first put on display in 
Langenargen, the native town of Maulbertsch, and 
brought to Budapest via Olomouc. The other exhibi-
tion was the work of Hungarian art historians led by 
Anna Jávor. It centred on the activity and works of 
Maulbertsch and Winterhalder in Hungary, with sig-
nificant pieces also loaned from abroad (Fig. 2).1 It was 
a worthy homage to Klára Garas, who published her 
monumental monograph of Maulbertsch half a century 
earlier, in 1960. It was undoubtedly her chef d’oeuvre, 
which has been the foundation of research into the 
art of Maulbertsch and his circle and into eighteenth-
century Central European painting until today. The 
Hungarian, Czech and Austrian art historians who 
contributed to the catalogues of the 2009 Langenarten 
and Budapest exhibitions and to the organization 
and opening of the festive showing in her honour in 
Budapest are all following in Klára Garas’ footsteps, 
continuing her life’s work together with other Central 
European researchers of the baroque.
Fig. 1. Klára Garas at the opening of the exhibition  
“Late Baroque Impressions. Maulbertsch and Winterhalder” 
in the Hungarian National Gallery, 2009  
(photo: Hungarian National Gallery, Budapest)
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Similarly to her painter protagonist’s life and his 
work, history brutally interfered with the life of Klára 
Garas several times. There was a peculiar painting on 
display in the Budapest exhibition, for example: it was 
one of Maulbertsch’ last works, the former high altar 
picture from the ensemble of painted decoration of 
Szombathely cathedral, with was torn to smithereens 
by a chain-bomb on 4 March 1945, also destroying 
the ceiling pictures painted by Winterhalder and then 
Anton Spreng after Maulbertsch’ sketches. It took six 
decades for restorers and art historians to try and piece 
together at least the main figures of Mary and Eliza-
beth in the enormous altar picture of the Visitation, to 
resuscitate it as a work of art.
The youth of Klára Garas was flanked by two 
world wars. When she was born in Rákosszentmihály 
(today the 16th district of Budapest) on 19 June 1919, 
World War I had just ended and on the ruins of the 
collapsed Austrian-Hungarian Monarchy the emerging 
new states tried to achieve the most favourable frontier 
lines for themselves with arms, before the peace was 
concluded. Klára Garas was the offspring of the fam-
ily of a culture-loving, erudite engineer. She attended 
school in Budapest, the noted girls’ secondary school 
named after Maria Theresa (and 50 years later, on 
the occasion of the Maria Theresa jubilee in Austria 
in 1979 and 1980, she would be asked to introduce 
the art of the age of Maria Theresa in a book of stud-
ies (Wien–Salzburg 1979) and an exhibition catalogue 
(Halbturn 1980)). At the age of 13 she decided to be 
an art historian. She enrolled at Budapest Univer-
sity. When she began her studies in 1937, there was 
peace in Europe, but when she received her doctor-
ate and published her dissertation in 1941, Hungary 
was already involved in World War II. Her disserta-
tion, a small monograph was about the Viennese 
painter Johann Lucas Kracker around the circle of Paul 
Troger, who spent the last two decades of his life in 
Hungary with small breaks and left a lot of still extant 
works behind. One of his main creations, the virtuosic 
ceiling painting of the library of Eger Lyceum (1779) 
still almost unknown in Europe was painted here. The 
topic (chosen upon the recommendation of her profes-
sor, Tibor Gerevich) already signposted the path along 
which she was to progress as an art historian. But the 
next phase was delayed: she had to survive World War 
II. She was in Budapest throughout the war and only 
from 19 March 1944, the German occupation, was she 
forced to go into illegality, as we would say now. She 
returned to demolished and ransacked Budapest only 
after its liberation.
She became an associate of the Museum of Fine 
Arts in February 1945 and it remained her only place 
of work for nearly 40 years. But the start was hard. 
The building had been hit by a bomb, the collec-
tions had been transported to the West, the exhibit-
ing spaces were covered by rubble and snow. In the 
winter of 1945 the employees of the museum began 
the reconstruction themselves. The group photo of the 
museum staff cleaning the “Romanesque hall” built for 
the plaster casts was taken at that time. With a broom 
in her hand and scarf on her head Klára Garas is in the 
middle (with Dénes Pataky, art historian, specialist of 
graphics, next to her) (Fig. 3).
The years after the war – like in whole war-dev-
astated Europe – was the time of a feverish restart. In 
the summer of 1945 the 45 crates of museum objects 
stuck in the abbey of Szentgotthárd on the Hungarian-
Austrian border were returned, but the 80 crates that 
had reached the “Central Collecting Point” in Munich 
after an adventurous journey were still missing. They 
eventually got home for Christmas 1946 and were 
exhibited in 1947 as “Hazatért remekmûvek” [Mas-
terpieces back home]. They had not arrived yet when 
the Museum of Fine Arts opened its first major post-
war exhibition with the title “Régi mesterek magyar 
magántulajdonban” [Old Masters in Hungarian Private 
Ownership]. That was to lure the public back into the 
music and to present them a selection of what survived 
Fig. 2. Cover of the exhibition catalogue  
of the “Late Baroque Impressions”
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the wartime “Sacco di Budapest”2 and remained in 
Budapest from the old private collections. The photo 
was taken of Klára Garas at the onset of her career dur-
ing the opening of this exhibition (Fig. 4).
She was assigned her place in the “Old Mas-
ters’ Gallery” abounding in Renaissance and baroque 
works. It was led by Andor Pigler, later the director 
of the museum.3 Klára Garas was awaited by the tra-
ditional duties of art historians: maintenance, enlarge-
ment, research, publication of the collection, exhibi-
tions and all the concomitant chores. Her enormous 
bibliography reveals with what great commitment and 
creativity she had been doing these chores from the 
start. And at a very early date she found the aspect 
which was beyond the vision of researchers at that 
time: history of collecting. The Picture Gallery offered 
excellent possibilities. A far from insignificant part 
of the Old Masters’ Gallery had been transferred to 
the capital of the Kingdom of Hungary, then part of 
the Habsburg Empire in the age of Maria Theresa, to 
adorn the palace of the regent/palatine on behalf of the 
queen’s first in Pozsony (now Bratislava, Slovakia) and 
from the late eighteenth century in the royal palace in 
Buda. From there the paintings got into the Museum 
Fig. 3. 1945: employees of the Museum of Fine Arts cleaning up the war damage in the Romanesque Hall of the museum 
(photo: Museum of Fine Arts, Budapest)
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of Fine Arts via diverse institutions, and on the way 
their original provenance was forgotten, their state had 
deteriorated. It was in the second half of the twentieth 
century that the pictures began to be rediscovered in 
Budapest – similarly to the paintings that had got into 
(or remained in) the Czech royal castle in Prague. The 
work had much surprise in store in both capitals.
Klára Garas’ first scholarly publication in the still 
extant museum periodical launched at that time (Bulle-
tin du Musée des Beaux-Arts, Budapest) was about some 
paintings of the museum once in the collection of the 
Habsburg archduke Leopold Wilhelm (1948). Leo-
pold Wilhelm’s collection was the largest seventeenth-
century collection from diverse sources, and maybe 
that was the spark that kindled her responsiveness 
to the challenges of collection history to which she 
responded with a whole series of excellent discover-
ies and source publications. Similar possibilities were 
afforded her by a set of pictures from the Esterházy 
Gallery which came to Budapest from Vienna in the 
1860s and finally got into the Museum of Fine Arts. 
But even before that, the Art Historical Committee of 
the Hungarian Academy of Sciences set a new course 
of research for Hungarian art historiography around 
1949/50, which also affected Klára Garas’ activity. 
The Committee started out from the fact that a posi-
tivist period was missing from the historiography of 
Hungarian art: the entire material of each of the art 
form should be collected from whole historical Hun-
gary and arranged in a corpus. Also missing were the 
systematically collected and arranged topographies 
of historic monuments of smaller areas. Fired by a 
democratic ideal of culture, they wanted to stop this 
gap and the program to be executed involved several 
institutions. Klára Garas was one the five young art 
historians mostly in their thirties from the Museum of 
Fine Arts, who received important assignments in this 
programme: she was to arrange the corpus of seven-
teenth- and eighteenth-century paintings originating 
in Hungary by place name and artist name, and to do 
its art historical elaboration.
The collection and systematization of all the art-
ists and masters who lived or also worked in histori-
cal Hungary for various lengths of time in the seven-
teenth–eighteenth centuries, or maybe only sent here 
their works done on commission, was an awe-inspir-
ing, enormous job. She had to scrutinize printed and 
written sources of two centuries: aristocratic, ecclesi-
astic and municipal archives, publications of local and 
church history, photos of monuments and earlier art 
historical and historical studies. The magnitude of the 
Fig. 4. Klára Garas and the Hungarian minister of culture 
(Dezsõ Keresztury) at the opening of the exhibition “Old 
Masters in Hungarian private ownership” in the Museum of 
Fine Arts, 1946 (photo: Museum of Fine Arts, Budapest)
Fig. 5. Cover of Klára Garas’ Painting in Hungary in the 
18th century (1955)
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work may aptly be suggested by the fact that the terri-
tory of the one-time Kingdom of Hungary was shared 
at the time of this research by seven countries. Klára 
Garas’ work on seventeenth-century painting appeared 
in 1953, that of the eighteenth century in 1955 (Fig. 5). 
The works of the other four young art historians of 
the Museum of Fine Arts were also carried out with 
similar methods and commitment. The earliest (and 
somewhat sketchy) work was Dénes Pataky’s A magyar 
rézmetszés története [History of copperplate engraving 
in Hungary] (1951), followed by more accurately elab-
orated works used to this day including A középkori 
Magyarország falképei [Wall paintings in mediaeval 
Hungary] (1954), A középkori Magyarország táblaké-
pei [Panel paintings of medieval Hungary] (1955) 
and A középkori Magyarország faszobrai [Wooden 
sculptures in mediaeval Hungary] (1957) by Dénes 
Radocsay, around the same time as Klára Garas’ works 
(Fig. 6), as well as Mária Aggházy’s A barokk szobrászat 
Magyar országon [Baroque sculpture in Hungary] I-III 
(1959) and A magyar kôrajzolás története [History of 
Hungarian lithography] by Teréz Gerszi, a researcher 
in her twenties (1960). Their works, including Klára 
Garas’ in salient place, form the foundations of respec-
tive investigations, in spite of the fact that in the six 
decades that have passed since a wealth of new find-
ings have been reached and the research environment 
and apparatus have changed radically. This needs spe-
cial emphasis, for younger generations are still baffled 
by what they conceive of as an irresolvable contradic-
tion: notably that perhaps the most fertile decade of 
Hungarian art historiography, the 1950s, produced 
outstanding and irreproducible achievements (includ-
ing the four “classic” topographies of historic monu-
ments: Sopron és környéke [Sopron and its environs] 
1953, 19562, Nógrád megye [Nógrád county] 1954, 
Fig. 6. Klára Garas and Dénes Radocsay at the opening of exhibition of Fülöp Ö. Beck in the Museum of Fine Arts, 1947 
(photo: Museum of Fine Arts, Budapest)
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Budapest I, Budai várnegyed [Buda caste district], Pest 
megye [Pest county] 1-2, 1958) when “the socialist 
transformation of society” on Soviet model and with 
Soviet support assumed the form of the toughest com-
munist dictatorship in Hungary, too. The Hungarian 
revolution of 1956 broke out against it with perfectly 
justified elementary force. The question their example 
inspires today is whether cultivating art history may 
be a refuge in the teeth of growing political autocracy 
in any country.
This sudden detour in Klára Garas’ career did not 
cause a break, quite to the contrary: the enormous 
source material she had to explore for the elaboration 
of seventeenth–eighteenth-century painting in Hun-
gary was not delimited to Hungary but encompassed 
the whole of Central Europe. The most outstanding 
masters working for the Viennese court, for the Aus-
trian, Czech and Moravian aristocracy and monastic 
orders also appeared in the Kingdom of Hungary, a 
part of the Habsburg Empire. That applies to the pro-
fessors and leading artists of the Viennese Academy in 
the eighteenth century, who also sojourned in Hungary 
or their works were also present, and besides, hun-
dreds of students studied in Vienna from the country.
The knowledge Klára Garas thus accumulated 
about Central European baroque art, its artistic life, 
leading artists and the role of arts coalesced into a firm 
foundation to launch – still in her thirties – a would-
be monograph about Franz Anton Maulbertsch. The 
elaboration of the enormous oeuvre of Maulbertsch 
was a real challenge. There was no other artist of the 
baroque age in Central Europe whose activity encom-
passed such a large area in the lands of the Habsburg 
Monarchy. Only the list of places where Maulbertsch 
was painting his frescoes in person ranges from Inns-
bruck through Vienna and Heligenkreutz-Gutenbrunn 
and Schwechat to Hungary, and there from Szombat-
hely through Sümeg and Kalocsa to Eger, Vác and 
Pozsony, and from there in Moravia through Mikulov, 
Brno and Kroměříž to Prague. His art was held in high 
esteem equally by bishops and abbeys, diverse monas-
tic orders, the Viennese court, aristocratic clients and 
urban communities. It was a significant task of the 
painter’s monographer to explore their motives, to 
understand their attraction to Maulbertsch’ art. Klára 
Garas was clearly aware that an important part – in 
the last decades of his life the most important portion 
– of Maulbertsch’ activity took place in Hungary, and 
his clients of stature were the leading ecclesiastics of 
the Hungarian Catholic Church. However, the special 
literature written in Hungarian about the Maulbertsch 
works commissioned by them was inaccessible for the 
researchers of neighbouring countries, owing to lan-
guage problems. Not hindered by language difficul-
ties, Klára Garas thought the Maulbertsch monograph 
was to be written by a Hungarian art historian, by 
her. She received assistance from Austrian and Czech 
colleagues, and her museum background was a great 
help as well. Help came from all over the world from 
where the scattered multitude of sketches, smaller oil 
paintings, drawings by Maulbertsch and his workshop 
could be collected for the monograph. The monu-
mental oeuvre catalogue, including the immense item 
bibliography, list of source publications for the works 
appeared in an unprecedented richness in the large-
format monograph of 560 pages (Fig. 7).
Monographs had been written about Austrian 
baroque architects before her work – about Johann 
Bernhard Fischer von Erlach (1956), Johann Lucas 
von Hildebrand (1959), Joseph Emanuel Fischer von 
Erlach (1960) – but Klára Garas’ was the first among 
baroque painter monographs in Central Europe. All 
the subsequent painter monographs (career outline 
and “catalogue raisonné de l’oeuvre”) took Klára Garas’ 
Maulbertsch monograph as their model in scholarly 
method and demand for quality: the monographs on 
Bartolommeo Altomonte (1964), Paul Troger (1975), 
Martino Altomonte (1965), Franz Sigrist (1977), 
Johann Michael Rottmayr (1981), Kremser Schmidt 
(1989), František Karel Palko (1990), Michelangelo 
Unterberger (1995), Ádám Mányoki (2003), Johann 
Lucas Kracker (2004), Joseph Ignaz Mildorfer (2011), 
Paul Troger (2012), Václav Vavřinec Reiner (2013), 
Anton Schmidt (2013), to name a few from the long 
list.
In addition to tracing Maulbertsch’ life path, rich 
pictorial oeuvre, his responses to the changes in tastes, 
his network of relations, Klára Garas was the first to 
outline the role and composition of the Maulbertsch 
workshop constantly changing over the decades. Maul-
bertsch became a popular painter within a relatively 
short time and had to organize a workshop around 
him to cope with the increasing commissions. Contem-
poraries graduating with him from the academy, his 
pupils, assistants, architecture painters worked with 
him. Adopting the suggestive manner of Maulbertsch’ 
painting had an important role in the workshop, and 
several collaborators achieved it successfully. Since 
several of them were well-trained artists with oeuvres 
of their own, it is hard, sometimes impossible, to dif-
ferentiate the work done in the Maulbertsch workshop 
or outside it in the wake of the master, challenging 
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Central European art historians to zealous work to this 
day. This is one of the most vivid strains in the Maul-
bertsch research, producing convincing results and at 
times startling attempts. The Maulbertsch and Winter-
halder exhibition of 2009 belongs to the former. Prior 
to the publication of the Maulbertsch monograph 
Klára Garas already wrote about masters in contact 
with Maulbertsch in the museum Bulletin (Johann 
Bergl, Felix Ivo Leicher, Josef Winterhalter), and after 
the monograph she kept returning to her protagonist’s 
activity from time to time. She published addenda and 
new observations, organized an exhibition in Buda-
pest on Maulbertsch and his contemporaries, took 
part in the collective work of exhibitions related to 
Maulbertsch abroad, saliently with Bruno Bushart, Ivo 
Krsek, Pavel Preis, Alice Strobl for the commemorative 
exhibition in Vienna in 1974, and her new synthesis 
of the Maulbertsch oeuvre was released in Salzburg at 
the same time. She was the first (with other Hungarian 
colleagues) to support from the start the building out 
and maintenance by the painter’s native town Lange-
nargen of the Maulbertsch cult with exhibitions, exhi-
bition catalogues (1970, 1984, 1994, 1996, 2006).
The method how she traced the evolution, devel-
opment and changes of Maulbertsch’ original painting 
style gave energetic impulses for her further career. 
A great asset of her monograph is the authentic and 
subtly detailed presentation of the inspiring painterly 
solutions Maulbertsch – who had never visited Italy – 
gleaned with great sensitivity from the works of con-
temporary Italian artists painted in (or sent to) Vienna 
(e.g. Sebastiano Ricci, Carlo Carlone, Giovanni Anto-
nio Pellegrini, Antonio Galli Bibiena, Gregorio Gug-
lielmi), from works of his contemporaries who had 
been to Italy (particularly those of Daniel Gran, J. M. 
Rottmayr and P. Troger), or again, from the ideas of 
his French and Flemish professors (Jakob van Schup-
pen, Peter van Roy). She was not only interested in 
the influence they exerted on Maulbertsch, but in the 
artists themselves. Her bibliography testifies that she 
devoted a lot of studies to the trans-Alpine activity 
of Italian artists thanks to this focus of her interest, 
complemented with writings on the Italian paintings 
in the Museum of Fine Arts collection. In the long list 
of names gleaned from her bibliography Carlo Carlone 
(†1775) is one to whom she returned several times and 
compiled (with a co-author) a book on his work, also 
organizing an exhibition (Salzburg, Barockmuseum). 
One of her favourite trouvailles (1962) was the attribu-
tion of the monumental ceiling fresco (around 1702) 
adorning the blue staircase in Schönbrunn Castle as 
the chef d’oeuvre of young Sebastiano Ricci. When 
asked, she gladly reminisced about that Sunday after-
noon when visiting Schönbrunn castle she glanced at 
the ceiling and recognized the mural believed to have 
perished. It was not the only Schönbrunn finding 
of hers. She is credited with the identification of the 
painter of the ceiling picture as Johann Ignaz Mildor-
fer in the Menagerie pavilion of the castle park. Hers 
is the attribution to Mildorfer of the ceiling fresco in 
the gala room of the Esterházy palace in Eszterháza/
Fertôd, which Prince Nicholas Esterházy ordered for 
his residence, the venue of Haydn’s activity.
These examples, and her entire life’s work and 
bibliography attest that Klára Garas had a keen eye, 
extraordinary visual and textual memory and immense 
knowledge of sources – way before computerized art 
history and collections of innumerable digital pho-
tos and textual databases. These faculties in concert 
allowed her to encompass a broad area of art history. 
In addition to research in Central European baroque 
painting, with special emphasis on Maulbertsch and 
his circle, she gained broad knowledge of the Italian 
Renaissance and baroque art while searching for the 
art historical places of paintings in the Old Masters’ 
Gallery of the Museum of Fine Arts. She published the 
Italian Renaissance Portraits (1965, in Hungarian, Ger-
man, and French, too) and Eighteenth Century Venetian 
Paintings (1968, also in four languages plus Russian).
She had a special liking for Venetian painting. 
Not only for the settecento, on which theme she read 
several papers in conferences from the 1960s, but 
also for masters of earlier ages and the tracing of their 
impact. Between 1964 and 1967 she published three 
studies with the title Giorgione et Giorgionisme au XVII 
siècle in the bulletin of the Museum, and the writing 
Fig. 7. Klára Garas’ monograph of Franz Anton 
Maulbertsch, 1960
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published posthumously in this issue of our periodi-
cal (but completed much earlier) also belongs to this 
theme. She published studies on works by Raphael, 
Titian, Piombo, Caravaggio and the Caravaggisti, 
Veronese, Correggio and often combined her analyses 
with the aspect of provenance and collection history. 
She was an excellent collection historian, having the 
knowledge and ability, as well as a legendary faculty 
of remembering, to retrace the history of works some-
times to the first owner, or track the fate or migration 
of a complete collection or some of its items.
Her “debuting” study in this field was about the 
Ludovisi collection in Rome published in 1967 (The 
Burlington Magazine, which carried another writing 
by her with co-author Éva Nyerges in 2009). She was 
preoccupied with the collections of Emperor Rudolf 
and Leopold Wilhelm of Austria several times, and 
more emphatically with the paintings of the Esterházy 
Gallery. She persistently studied them (1968, 1969, 
2001) and could gradually reconstruct more and more 
completely the picture collection wandering from the 
imperial collections to the castle of Buda.4
Beside her intensive art historical activity, Klára 
Garas was the director-general of the Museum of 
Fine Arts in 1964–1984. She succeeded Andor Pigler 
(1956–1965) and led the museum for two decades. 
The politics of the period could be described with 
the phrase “slow thawing” in Hungary, Czechoslo-
vakia and Poland, which allowed for some museum 
collaboration in the “socialist camp”: joining forces, 
Budapest, Dresden, Warsaw and Leningrad brought 
about several thematic exhibitions. It was also her 
directorial ambition to link the Museum of Fine Arts 
to the international museum life by loaning out art 
works (whereby her colleagues could get to Western 
European museums as escorts of art objects from an 
Eastern Europe also shackled with travel restrictions).
It was during her directorship that in 1964–1975 
the Corvina Press issued a quadrilingual series includ-
ing the mentioned volumes on Venetian seventeenth-
century painting and Italian Renaissance portraits by 
her, and the rest of the finely illustrated and deserv-
edly popular volumes by her colleagues at the museum 
(Early Italian Panel Paintings, Dutch Landscapes, 
Dutch Genre Paintings in Hungarian Museums, The 
Masters of Mannerism, French Paintings of the Sev-
enteenth and Eighteenth Centuries, German and Aus-
trian Paintings of the Seventeenth and Eighteenth Cen-
turies, Spanish Masters, Early Netherlandish Paint-
ing, Fifteenth Century German and Bohemian Panel 
Paintings, Tuscan Paintings of the Early Renaissance, 
Rembrandt and His Circle, Bruegel and His Age, Six-
teenth Century German Panel Pantings, North Italian 
Fifteenth Century Paintings, Spanish Painting from the 
Primitives to Ribera, Cinquecento Paintings of Central 
Italy, Italian and Spanish Sculpture, Collection of Old 
Sculpture in the Budapest Museum of Fine Arts).
In another series of the Museum (A Szépmûvészeti 
Múzeum legszebb rajzai [Finest drawings of the 
Museum of Fine Arts]) she released a volume entitled 
Deutsche und österreichische Zeichnungen des 18. Jahr-
hunderts. A row of selections and albums were also 
released of the museum material like “Remekmûvek a 
budapesti Szépmûvészeti Múzeumból” [Masterpieces 
from the Budapest Museum of Fine Arts], with her as 
chief editor, publisher, collaborator. That applies to 
the two major exhibitions, one in Bordeaux in 1972 
and one in Tokyo in 1979, which presented the pic-
tures of the Museum of Fine Arts (the latter also of the 
Hungarian National Gallery). These marked the first 
appearance of this type by the Museum abroad, fol-
lowed by several similar exhibitions until now.
She had a hard job as director-general. The 
museum building stretching along one side of Heroes 
Square preserved relics of universal art with collec-
tions from Egyptian and ancient classical objects of art 
through early European art to contemporary works, 
with enormous exhibiting spaces, with a large library 
and restorers’ workshops then still inside the museum, 
and a large museum staff. Yet a look at the bibliogra-
phy of works published in those years clearly reveals 
that her writings appeared in the most important 
European art historical periodicals and in Hungary 
just as regularly as earlier. She was present at differ-
ent international art historical congresses and sessions 
(Bonn 1967, Budapest 1969, Venice and Veneto 1975, 
1978, 1980, 1982, Granada 1978, Moscow 1979, 
Vienna 1983, Udine 1984), her papers are preserved 
in congress archives and volumes of symposia pro-
ceedings. Of salient importance was the congress held 
in Budapest in 1969 for her (and for Hungarian art 
history). It was the first international meeting of the 
Comite International d’Histoire de l’Art (CIHA) staged in 
a country “on this side of the iron curtain”, and sev-
eral Western European art historians visited Budapest 
for the first time on that occasion. As director-general, 
Klára Garas introduced the museum, and she was also 
the guide of the high-ranking politicians interested 
in the museum. When in an interview she was asked 
about them, she mentioned UN secretary Pérez de 
Cuellár, who almost knew the exact place of all the 
famous pictures in the house, or the German Chancel-
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lor Helmut Schmidt, who was inspired by a youthful 
experience of a Greco exhibition to visit all the places 
where there were Greco paintings or collections, as he 
told Klára Garas. Besides Spain, Budapest has a distin-
guished place on this list.
Klára Garas spent 40 years at the museum, 20 as 
its director-general. But at the age of 65, before she 
could submit her application for retirement, she was 
faced with the toughest ordeal of her directorship in its 
very last months: on 3 November 1983 burglars broke 
into the museum and stole seven paintings including 
the two best-known and most dearly cherished pic-
tures, Raphael’s Esterházy Madonna and Portrait of a 
Young Man, earlier known as Pietro Bembo. Their loss 
was an awful shock for everybody. Nerve-wracking 
months of international investigation followed, with 
the greatest burden – the uncertainty of whether the 
stolen pictures would ever be found – weighing down 
upon the director-general. Overtly or covertly several 
voices held her responsible. The pictures stolen by 
professional Italian art work thieves were eventually 
tracked down in Greece and Hungary, and they got off 
the adventure with just smaller damage. Klára Garas’ 
nightmares – though slowly – disappeared. She was a 
museum director of the old stock: when the paintings 
had returned to Budapest, she resigned from leader-
ship and her museum posts and applied for retire-
ment. But she went on working, with the same inten-
sity for some time as during her directorship, which is 
clearly proven by her bibliography (Fig. 8).
In the next year, in 1985, she was elected ordinary 
member of the Hungarian Academy of Sciences (from 
1963 she had been a corresponding member). Her 
inaugural lecture was entitled: Mûvész és megrendelô, 
közönség és kritika. Változások a 18. század második 
felének mûvészeti életében [Artist and patron, pub-
lic and criticism. Changes in the art life in the sec-
ond half of the eighteenth century]. It was a novelty 
in Klára Garas’ activity, or more precisely, the shift of 
the titular theme into the focus was new. This theme 
was not avoided in her Maulbertsch monograph and 
it can be discerned in several of her studies. She also 
planned that – inspired by Francis Haskell’s influential 
work5 – she would write a similar summary of Central 
Europe. The book remained a plan, but a volume of 
studies could be compiled of her scattered publica-
tions on this topic. Besides having an excellent sense 
of style and form, Klára Garas had an affinity to his-
tory. That was why she could communicate effectively 
with representatives of diverse related disciplines. She 
was gladly invited to conferences, books of studies, 
teams of authors of exhibition catalogues by special-
ists of history, historians of literature, of music, which 
also broadened her large network of relations. Impres-
sive is the list of names for whose Festschrifts she was 
asked to write a laudatory study (only mentioning for-
eigners): Stanisław Lorentz (1969), Antonio Morassi 
(1971), Jan Białostocki (1981), Kurt Rossacher (1983), 
Gerhard Franz (1986), Eduard Hindelang (1986), 
Kruno Priatel (1992), Bruno Bushart (1994), Pavel 
Preiss (1996), Egidio Martini (1999), Emilijan Cevc 
(2000), Anica Cevc (2006).
She also received marks of attention from her 
East-Central European, saliently her Hungarian col-
leagues, in publications. At 65 she was greeted by the 
most important Hungarian art historical periodical 
(Mûvészettörténeti Értesítô, 1984). At 70, she was hon-
oured by a two-tome Festschrift (Fig. 9) issued by the 
Museum of Fine Arts (Ex Fumo Lucem. Baroque Studies 
in Honour of Klára Garas, ed. Dobos, Zsuzsanna, 1989), 
at 80 our periodical, the foreign-language journal of 
the Hungarian Academy of Sciences (1999) greeted 
her (she served as a member of the editorial board of 
Fig. 8. Klára Garas, 1988 (photo: MTI/Edit Molnár)
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the Acta Historiae Artium between 1969 and 1993), 
and at 90 the Hungarian National Gallery dedicated 
to her the mentioned Maulbertsch and Winterhalder 
exhibition (2009). When asked, she gladly wrote for 
museum yearbooks, periodicals and festive volumes 
celebrating round anniversaries of Hungarian art his-
torians: Miklós Mojzer (1991), Endre Csatkai (1996), 
Zoltán Szilárdfy (1997) Susan Urbach (2003), Hedvig 
Szabolcsi (2006), Géza Galavics (2010). The latter was 
Klára Garas’ last writing that appeared in her lifetime.
So far, the emphasis was mainly on Klára Garas’ 
individual professional achievements, but it needs 
mention that she had humility enough to be part of 
teams working for designated goals. Three examples 
are adduced in proof from three different genres, one 
from her early career, one from later in life, and one 
from a major exhibition. The first one is a summary 
study of baroque art in Hungary in a handbook pre-
senting the history of the country’s art from the begin-
nings to the present. After the war, when the dam-
age caused in souls, buildings, art works had been 
somewhat mitigated by the 1950s–1960s, in several 
countries (even historical regions) of Europe there 
was strong need to have new summaries of the his-
tory of their countries’ art: both as new art historical 
narratives and as buttress for identity. The two-tome 
history of art in Hungary was one of them; it was 
meant, apart from the professional community in a 
strict sense, for the educated public, for related disci-
plines and for university education alike. It was edited 
by the art philosopher Lajos Fülep first in 1956, and 
in ever newer editions for two decades, with Klára 
Garas’ summary of baroque art in it. She belonged to 
the last generation of art historians at the Museum of 
Fine Arts who dealt with the history of both Hungar-
ian and universal art.
Another of her collective works involved her in 
the creation of Volume 3 of the Summary Catalogues 
of the Museum of Fine Arts Budapest Old Masters’ 
Gallery, co-authored by Susan Urbach and Éva Benkô 
(2003) (Fig. 10). The monumental two-tome cata-
logue of the Old Masters’ Gallery was published by 
Andor Pigler in German back in 1967, as a one-man 
undertaking	 (Katalog der Galerie Alter Meister, Buda-
pest). It is a basic work to this day. In 1991, special-
ists of the museum began to elaborate the paintings 
in the Old Masters’ Gallery by schools, integrating 
into it the new acquisitions and new research results. 
Fig. 9. Covers of the Festschrift for the 70th birthday of Klára Garas
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The completed checklist contains three volumes now: 
1. Italian, French, Spanish and Greck Painting,	1991, ed. 
TáTrai, Vilmos; 2. Early Netherlandish, Dutch and Flem-
ish Painting,	2000, eds. EmbEr, Ildikó – Urbach, Susan. 
In the mentioned 3rd volume (German, Austrian, Bohe-
mian, and British Paintings, eds. EmbEr, Ildikó – Takács, 
Imre) her experience and knowledge of many decades 
have been incorporated into the catalogue items.
Klára Garas was 84 years old at that time. The 
greater part of her life was lived in the less fortunate 
half of Europe rent apart by post-war political blocs, 
artificial rifts. What she thought of Europe, European 
culture, its integrity and diversity is present in her 
writings, the art historical and historical stance she 
assumed and in her interpretation of culture. Even in 
shorter writings, such as the one with the title incipit 
“Migration d’artistes, relations artistiques…” pub-
lished in France in 1976. Actually, the entire Maul-
bertsch monograph (1960) was built on the basic 
conception to demonstrate the large and indivisible 
unity of Europe – its history, culture, traditions, value 
system – through the presentation and analysis of 
the career of an outstanding artist. This is not prom-
ulgated in theses but emanates from the spirit of the 
work. Since the work was written and published in 
the “other” half of politically divided Europe, one of 
the reviewers (four reviews appeared in Munich alone) 
said: “That scholarship has re-united this enormous 
Maulbertsch oeuvre torn apart by political geography 
is not to the credit of German or Austrian research-
ers – whose debt of honour it would have been – but 
to the Hungarian Klára Garas, giving us the hope of 
the strengthening of the inner unity of the Old Con-
tinent and the spirit of Europe.”6 It was an important 
sentence for Klára Garas, for nearly four and a half 
decades after the review she cited it in a long inter-
view speaking about the reception of the Maulbertsch 
monograph.7
At the time of the interview in 2007–2008, Hun-
gary had been a member of the European Union for 
four years (from 2004). However, nearly two decades 
before, around the political turns (when the Berlin 
wall had collapsed, the frontiers became trespassable 
with a passport, the Soviet troops were withdrawing, 
or left already and free elections were held) the idea 
put down at the reception of Klára Garas’ Maulbertsch 
monograph cited above – notably that baroque art, 
like that of Maulbertsch, was capable of manifesting 
the cultural and historical coherence of Europe, came 
into prominence again. Around that time Western 
European politicians began searching for a possibil-
ity to symbolically display in East-Central Europe on 
the verge of major changes that the EU was looking 
upon the eastern part of divided Europe as the inte-
gral part of formerly united Europe with unified cul-
ture, common past and spirit, and that the aim was the 
restoration of former unity. The Paris-based Cultural 
Department of the Council of Europe decided that a 
politics-free means would be a series of exhibitions 
on the theme of the BAROQUE to be staged in coun-
tries of Central Europe. The point of departure for the 
decision was the art historical – social historical fact 
that “the baroque was the last great historical style 
by which the unity of Europe was manifest in a vis-
ible form.” The decision was taken, political support 
was acquired, only the frames of execution changed, 
several times. Eventually, exhibitions were staged on 
diverse baroque themes in Austria, Hungary, Czech 
Republic, Slovakia, Croatia and Poland out of the Pen-
tagonale countries in 1992–1993, nearly around the 
same time, together with catalogues of great scholarly 
precision. There has not been a similarly comprehen-
sive common program mediated by art exhibitions in 
Central Europe ever since.
Fig. 10. Cover of volume 3 of the Summary Catalogues of 
the Museum of Fine Arts Budapest Old Masters’ Gallery: 
German, Austrian, Bohemian, and British Paintings (2003)
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One of the most impressive participations in 
this cooperation was Hungary’s coordinated by the 
Museum of Fine Arts with Klára Garas’ active and con-
structive presence. Two exhibitions were organized 
in Hungary. One at Székesfehérvár (entitled Zsáner-
metamorfózisok / The Metamorphoses of Themes pre-
senting secular genres), the other in Budapest aimed 
to encompass the entire topic, with the title A barokk 
Közép-Európában. Utak és találkozások / Baroque Art 
in Central-Europe. Crossroads	(Fig. 11). The themes of 
the two exhibitions were worked out by Klára Garas, 
together with Miklós Mojzer (her successor as direc-
tor-general) and the present writer. Both exhibitions 
were international, with several loaned works and with 
Czech, Austrian and English contributors of studies 
and catalogue items in addition to Hungarian authors. 
Through the selection of the exhibits alone we wished 
to indicate that the baroque art of Central Europe was 
born of the array of most diverse European trends, and 
that this diversity and multifarious character was the 
essence of this art. When the viewers or readers took 
note of the birthplaces of the exhibited artists too, they 
found a rich list of masters of the baroque age working 
in Central Europe or present through their works who 
had arrived from widely different parts of Europe from 
Stockholm to Naples, Antwerp to Paris and Nagysze-
ben in Transylvania (today Sibiu, Romania), bringing 
with them the artistic traditions of their native places 
and thus enriching the baroque culture of Central 
Europe. This brought it close to the recipients how the 
art of this region absorbed the major artistic trends of 
entire Europe.
Klára Garas was involved in preparations for the 
exhibition with great elan. We created an assortment 
diversified also by genre of rarely exhibited paintings 
of the Old Masters’ Gallery, targeted foreign loans 
(including for the first time a whole collection from 
the Brukenthal Museum in Nagyszeben), from pri-
vate collections, recently restored altarpieces, pecu-
liar graphic works. Klára Garas played a decisive role 
not only in elaborating the conception of the exhibi-
tion but also in working out studies and some items 
for the catalogues. She wrote the paper	 Itáliai festôk 
Közép-Európában	 /	 Italian Painters in Central Europe, 
asked her Czech colleagues to present a study and she 
described 74 catalogue items, most of the finest pieces 
of the exhibition, together with the biographies of the 
respective artists.
Though the idea was sparked by a political inten-
tion, the exhibition on Central European baroque was 
not the illustration of a political thesis. The participat-
ing art historians worked by the value system, require-
ments and methods of their discipline, and presented 
the visitors with a rich, original, highly informative 
and still valid art historical image of Central Europe. 
The political support was merely used for easier for-
eign loans and for publishing the entire Hungarian 
catalogues bilingually, in Hungarian and English, with 
excellent typography and a wealth of illustrations, 
thanks to the financial support greater than custom-
ary in the practice of Hungarian museums. These were 
the first exhibition catalogues by European standards 
not only in contents but also in outward appearance. 
Our studies and item descriptions are used and cited 
regularly to this day.
As a political gesture, the exhibition closed in 
1993 adequately expressed the desires and hopes that 
lived in the Central European countries just liberated 
from Soviet dependence on the one side and in the 
peoples and politicians of the European Union on the 
other side, around the great turn and for a few more 
years after the EU integration of some countries of 
the Eastern bloc. They shared the hope that with the 
building out of the system of democratic institutions 
and the functioning of a regulated market economy 
the former unity of Europe could be restored and the 
different levels of development could be evened up. 
Fig. 11. Cover of the catalogue of the exhibition  
“Baroque Art in Central-Europe. Crossroads”  
(Budapest History Museum, 1992–1993)
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However, as time passed it turned out that the prefer-
ences of the two sides were different, and what has 
evolved by today is more eloquently described along 
the centuries-old tensions between the centre and the 
periphery instead of categories of diverse value sys-
tems. When in this situation a political elite seizes 
power in any country which builds out its political 
system not in consideration of but in opposition to the 
common values, conditions that in the eastern part of 
Europe were already in effect during the decades after 
the war evolve – or are restored.
This is mention apropos the commemoration of 
Klára Garas’ career because during her long life, before 
and after 1945, she lived and worked under widely 
different and often dictatorial, restrictive political sys-
tems. It was not easy for her to proceed as art histo-
rian along the course that she had chosen for herself, 
not allowing any autocratic system to deviate her from 
the chosen path. Her puritanical way of life, strong 
motivation, never-slackening curiosity and mental 
freshness sustained her fresh to the end of her life. 
The cyber world remained outside her sphere of inter-
est. She had acquired her immense knowledge with 
traditional art historical research methods and pre-
served it in her unfailing memory. She lived alone, and 
only entered a retired home first in the countryside 
and later in Budapest in her early nineties. She kept 
working there, for herself toward the end. She could 
not be without work. “That’s what I’m used to, that’s 
what I like”, she commented with noble simplicity. 
Her younger associates at the museum and colleagues 
interested in Renaissance and baroque art sought her 
ought there. She welcomed them warmly, listened 
to what they were preoccupied with, and often gave 
good advice, a card with useful information, a story 
or anecdote from the past. Sometimes her colleagues 
took her to the museum to show their new exhibi-
tions. She had the ambition to follow the novelties in 
international and Hungarian art history. The librarian 
of the museum, Eszter Illés, who prepared for us the 
complete Klára Garas bibliography below and also 
helped this work with data and pictures – supplied 
her with books and periodicals, as did her colleagues. 
She followed the events of her special field, knew what 
the younger contemporaries had written about. She 
was sincerely happy that her works were still quoted 
after decades too. She did not care for her ranking by 
the “citation index” but she was curious to know if 
her writings published several decades earlier were 
still alive, whether they could serve the young gen-
erations with still valid observations. As a Hungarian 
art historian, a Hungarian researcher of the history of 
Renaissance and baroque painting, she was integrated 
in European and universal art historiography to such 
an extent that very few in this region have equalled. 
Her rich oeuvre is our common legacy.
Géza Galavics
NOTES
 1 Késôbarokk impressziók. Franz Anton Maulbertsch (1724–
1796) és Josef Winterhalder (1743–1807) [Late Baroque Im-
pressions. Franz Anton Maulbertsch (1724–1796) and Josef 
Winterhalder (1743–1807)], eds.	 Jávor,	Anna	 –	slavíćEk,	
Lubomir (exhibition catalogue: Hungarian National Gal-
lery), Budapest,	2009.
 2 See mravik,	László:	“Sacco di Budapest” and Depredation 
of Hungary 1938–1949,	Budapest,	1998.
 3  PiglEr,	Andor:	Barockthemen,	Budapest,	1956;	19742.
 4 Gerlinde Gruber of Vienna could rely on her findings 
in her effort to reconstruct the similar but richer collection 
of the former Hungarian capital Pozsony. Jahrbuch der Kunst-
historischen Sammlungen, 2006/2007.
 5 haskEll,	Francis:	Patrons and Painters, Art and Society 
in Baroque Italy,	1963.
 6 bachmann,	 Erich in	 Südostforschungen	 XXiii.	 1964.	
386–387
 7 The interview was part of a documentary about her 
which launched the series of the Hungarian Academy of 
Sciences entitled “Women in Scholarship”. Its edited ver-
sion was also published separately with the title Garas Klára 
mûvészettörténész [Art historian Klára Garas]. The director 
of the film and editor of the book was Ferenc Herzka, 2008.
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BIBLIOGRAPHIE DER WISSENSCHAFTLICHEN SCHRIFTEN VON KLÁRA GARAS
> Meisterwerke der alten Malerei in Museum der Bil-
denden Künste Budapest, Leipzig, 1960; Leipzig–
Budapest, 1970. (2. verbesserte Auflage)
> Masterpieces from Budapest. With 64 colour plates 
from the Museum of Fine Arts, London–Buda-
pest, 1960; London–Budapest, 1961; Buda-
pest, 1970. (2. verbesserte Auflage)
> Les grands maîtres de la peinture au Musée des 
Beaux-Arts de Budapest, Paris, 1960; Paris, 
1961. (Les Grands musées du monde); Paris–
Budapest, 1970. (2. verbesserte Auflage)
> Maĵstori na starata živopis ot s’birkata na 
Budapeśenkiâ Muzeĵ na Izâśnite Izkusstva, Buda-
pest, 1962; Budapest, 1970.
> Mistrzowie malarstwa europejskiego. Muzeum 
 Sztuk Pięknych w Budapeszcie Zbiory Sztuki 
Dawnej, Warszava–Budapeszt, 1970.
> Opere famose nella Pinacoteca Antica Museo delle 
Belle Arti, Budapest, 1970.
> Obrazy slavných mistrů z muzea výtvarných 
umĕní v Budapešti, Praha, 1975.
Franz Anton Maulbertsch. 1724–1796, Budapest, 1960.
> Franz Anton Maulbertsch. 1724–1796 [mit Vor-
wort von kokoschka, Oskar], Budapest–Wien, 
1960.
> Franz Anton Maulbertsch. 1724–1796 [mit Vor-
wort von kokoschka, Oskar], Graz, 1964.
Chardin 1699–1779, Budapest, 1963. (A mûvészet 
kiskönyvtára, 45.)
Olasz reneszánsz portrék a Szépmûvészeti Múzeumban, 
Budapest, 1965. (Remekmûvek magyarországi 
gyûjteményekbôl); Budapest, 1973. (2. verbesserte 
Auflage); Budapest, 1981. (3.verbesserte Auflage)
> Italienische Renaissanceporträts. Museum der 
Bildenden Künste in Budapest, Budapest, 1965. 
(Meisterwerke aus ungarischen Sammlungen); 
Budapest, 1974. (2. verbesserte Auflage); Bu-
dapest, 1981. (3. verbesserte Auflage)
> Italian Renaissance portraits, Budapest, 1965. 
(Art treasures in Hungarian collections); Buda-
pest, 1974. (2. verbesserte Auflage); Budapest, 
1981. (3. verbesserte Auflage)
> Portraits de la Renaissance italienne. Musée des 
Beaux-Arts de Budapest, Budapest, 1965. (Chefs 
d’oeuvre dans les collections hongroises); Bu-
dapest, 1974. (2. verbesserte Auflage); Buda-
pest, 1981. (3. verbesserte Auflage)
Bücher, selbständige Veröffentlichungen
Kracker János Lukács 1717–1779. Adalék a magyarorszá-
gi barokfestészet történetéhez [Johann Lucas Krack-
er 1717–1779. Beitrag zur Geschichte der Barock-
malerei in Ungarn], Budapest, 1941. (A budapesti 
királyi Magyar Pázmány Péter Tudományegyetem 
Mûvészettörténeti és Keresztényrégészeti Intézeté-
nek dolgozatai [Veröffentlichungen des Instituts 
für Kunstgeschichte und Christliche Archäologie 
an der Königlich Ungarischen Pázmány Péter Uni-
versität in Budapest] 71.)
A németalföldi polgárság mûvészete [Die Kunst des nied-
erländischen Bürgertums], Budapest, 1947.
Régi Képtár. Rövid vezetô [Kurzführer der Galerie Al-
ter Meister], Budapest, 1950; Budapest, 1955. 
(2. Auflage)
> Führer durch die Galerie Alter Meister (Museum der 
bildenden Künste, Budapest), Budapest, 1956.
Németalföldi mûvészet (15–17. század) [Niederlän-
dische Kunst (15–17. Jahrhundert)], Budapest, 
1951. (Mûvészettörténeti kiskönyvtár, 6.)
Magyarországi festészet a XVII. században [Malerei in 
Ungarn im 17. Jahrhundert], Budapest, 1953. 
(Magyarországi barokk festészet I.)
Kupezky és kortársai kiállítás [Kupezky und seine Zeit-
genossen], (Ausstellungskatalog: Országos Szép-
mûvészeti Múzeum, Budapest), Budapest, 1954.
Magyarországi festészet a XVIII. században [Malerei in 
Ungarn im XVIII. Jahrhundert], Budapest, 1955. 
(Magyarországi barokk festészet II.)
> Živopis’ Vengrii v XVIII veke, Budapest, 1957.
Id. Pieter Bruegel, 1525–1569 [Pieter Bruegel d. Ä, 
1525–1569], Budapest, 1955.
Francia festészet a forradalom korában [Französische 
Malerei im Zeitalter der Revolution], Budapest, 
1955. (Útmutató a Társadalom- és Természet-
tudományi Ismeretterjesztô Társulat elôadói 
számára, 24.)
Rembrandt és köre. Kiállítás (Ausstellungskatalog: 
Országos Szépmûvészeti Múzeum, Budapest), Bu-
dapest, 1956.
> Rembrandt und sein Kreis. Ausstellung (Ausstel-
lungskatalog: Országos Szépmûvészeti Múze-
um, Budapest), Budapest, 1956.
Régi Képtár. Remekmûvek a Szépmûvészeti Múzeumban, 
Budapest, 1960; Budapest, 1970. (2. verbesserte 
Auflage)
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> Ital’ânskie portrety epohi renessansa. Muzeĵ 
Izobrazitel’nyh iskusstv v Budapešte, Budapest, 
1977.
– gEnThon, István – haraszTi-Takács, Marianna: Mu-
seo de Bellas Artes de Budapest, Madrid [–Buda-
pest], 1966.
Mestermûvek a Régi Képtárban, Budapest, 1967.
> Meister der Weltkunst, Museum der Bildenden 
Künste Budapest, Budapest, 1967.
> Selected paintings from the Old Picture Gallery. 
Budapest Museum of Fine Arts, Budapest, 1967.
> Peintures choisies Budapest. Galerie des Maîtres 
Anciens, Budapest, 1967.
– raDocsay, Dénes et al.: Museo de Bellas Artes de Buda-
pest, New York, 1967. (El mundo de los museos)
Museu de Belas Artes de Budapeste, Buenos Aires, 1967. 
(O mundo dos Museus)
Kortársak a németalföldi festômûvészetrôl [Zeitgenos-
sen über die niederländische Malerei], Budapest, 
1967.
– barigozzi	brini,	Amalia: Carlo Innocenzo Carloni [mit 
Vorwort von arslan, Edoardo], Milano, 1967.
A velencei settecento festészete. Szépmûvészeti Múzeum, 
Budapest, Budapest, 1968. (Remekmûvek magyar-
országi gyûjteményekbôl); Budapest, 1971. (2. 
Auflage); Budapest, 1977. (3. verbesserte Auflage)
> Venezianische Malerei des 18. Jahrhunderts. 
Museum der Bildende Künste Budapest, Buda-
pest, 1968 (Meisterwerke aus ungarischen 
Sammlungen); Budapest, 1971. (2. Auflage); 
Budapest, 1977. (3. verbesserte Auflage)
> Eighteenth Century Venetian Paintings in the Bu-
dapest Museum of Fine Arts, Budapest, 1968. 
(Art treasures in Hungarian collections); New 
York, 1968; Budapest, 1977. (3. verbesserte 
Auflage)
> La peinture Vénitienne du XVIIIe siècle. Musée des 
Beaux-Arts de Budapest, Budapest, 1968. (Chefs 
d’oeuvre dans les collections hongroises)
> Venecianskoe settec̆ento. Muzej Izobrazitel’nyh 
iskusstv v Budapešte, Budapest, 1968; Venecian-
skâ živopis’ XVIII veka. Muzej Izobrazitel’nyh 
iskusstv v Budapešte, Budapest, 1977. (2. Au-
flage)
A budai vár egykori képgyûjteménye [Die ehmalige 
Bildersammlung des Schlosses von Buda], (Aus-
stellungskatalog: Szépmûvészeti Múzeum, Buda-
pest), Budapest, 1968.
– raDocsay, Dénes et al.: Museo de Bellas Artes de Buda-
pest, Buenos-Aires–Madrid–Mexico, 1969. 
Barokk [Barock], Budapest, 1970. (Magyar mûvészet-
történet. A Magyar Televízió Képzômûvészeti Ro-
vatának mûvészettörténeti sorozata, 5.)
– marTin-mEry, Gilberte – haraszTi-Takács, Marianna 
et al.: Trésors du Musée de Budapest, (Ausstellungs-
katalog: Galerie des Beaux-Arts de Bordeaux), 
Bordeaux, 1972.
Budapest, Szépmûvészeti Múzeum [Budapest, Museum 
der Bildenden Künste], Budapest, 1972.
> The Budapest Gallery. Paintings in the Museum 
of Fine Arts, Budapest, 1972; Budapest, 1977. 
(2. Auflage); New York – Budapest, 1978.
> Muzej izobrazitel’nyh Iskusstv Budapeśt, Buda-
pest–Moskva, 1976.
A Szépmûvészeti Múzeum képei, Budapest, 1973; Buda-
pest, 1976. (2. verbesserte Auflage)
> Die Gemälde des Museums der Bildenden Künste 
Budapest, Budapest, 1973; Budapest–Leipzig, 
1973; Budapest–Leipzig, 1975. (2. Auflage); 
Gütersloh–Stuttgart–Wien–Berlin–Darmstadt, 
1975; Paris, 1975. (Die berühmten Gemälde-
galerien der Welt)
> Paintings in the Budapest Museum of Fine Arts, 
Budapest, 1973; London [–Budapest], 1974. 
(The World of Art Library: Galleries)
> Malarstwo w Muzeum Sztuk Pięknych w Buda-
peszcie, Budapest–Warszava, 1975.
> Poklady světového malířství v Budapešti. Obrazy 
z Muzea Výtvarných Umění, Praha–Budapest, 
1975. (Světové umění, 53.)
Ital’ânskaâ živopis’ XV–XVIII vekov iz Muzeja 
Izobrazitel’nyh Iskusstv v Budapeśte. Katalog vremen-
noj vystavki, (Ausstellungskatalog: Gosudarstven-
nyj Èrmitaž, Leningrad – Gosudarstvennyj Muzej 
Izobrazitel’nyh Iskusstv imeni A. S. Puškina, 
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Selected paintings from the Old Picture Gallery [japa-
nisch], Tokyo, 1976.
A XVIII. század német és osztrák rajzmûvészete. Váloga-
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Künste, Budapest, Budapest, 1980. (Meisterzeich-
nungen des Museums der Bildenden Künste, 2.)
Österreichische Barockzeichnungen aus dem Museum der 
Schönen Künste in Budapest, Katalog der Ausstellung, 
[mir Vorwort von rossachEr, Kurt], Salzburg, 1981. 
(Schriften des Salzburger Barockmuseums, 6.)
Budimpešta Muzej likovnih umjetnosti, Zagreb, 1982. 
(Muzeji svijeta)
Szépmûvészeti Múzeum, hrsg. von garas, Klára [mit 
Einführung], Budapest, 1985; Budapest 1990. 
(2. Auflage); 1998 (3. verbesserte Auflage)
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sias, in Maria Theresia als Königin von Ungarn. Aus-
tellung, hrsg. von mraz, Gerda – schlag, Gerald. 
(Ausstellungskatalog: Schloss Halbturn, 1980) Ei-
senstadt, 1980. 120–124. (2. Auflage: 1980.)
Qualche ritratto di Tiziano, in Tiziano e Venezia. Con-
vegno internazionale di Studi. Venezia, 1976. Vice-
nza, 1980. 297–299.
Unbekannte italienische Gemälde in Gotha. Probleme 
um Bigot und Manfredi, Acta Historiae Artium 26. 
1980. 265–283.
Unbekannte Fresken von Josef Ignaz Mildorfer, Mit-
teilungen der Österreichischen Galerie 24–25. 
1980–1981: 68–69. 93–131.
Opere di Gregono Lazzarini, Marco Liberi e Pasquale 
Rossi a Budapest, Arte Veneta 35. 1981. 95–101.
Die Genremalerei im 18. Jahrhundert in Mitteleuropa, 
Zbornik za likovne umetnosti 17. 1981. 251–262.
Christian Seybold und das Malerbildnis in Österreich 
im 18. Jahrhundert, Bulletin du Musée Hongrois des 
Beaux-Arts 56–57. 1981. 113–137; 255–267.
Ergänzungen zur Caravaggio Forschung, in Ars auro 
prior. Studia Joanni Białostocki sexagenaria dicata, 
hrsg. von białosTocki, Jan – chrościcki, Juliusz 
A. – ciEńlińska, Nawojka et al. Warszawa, 1981. 
397–401.
Maestri italiani e veneziani nell’Ungheria del secolo 
XVIII, in Venezia, Italia, Ungheria fra Arcadia e Il-
luminismo. Rapporti italo-ungheresi dalla presa di 
Buda alla rivoluzione francese : [Atti del IV Convegno 
di Studi Italo-Ungheresi promosso ed organizzato 
in collaborazione dall’ Accademia Ungherese delle 
Scienze dalla Fondazione Giorgio Cini di Venezia 
dall’Instituto per le Relazioni Culturali di Budapest. 
hrsg. von köPEczi, Béla – sárközy, Péter. Buda-
pest, 1979; Budapest, 1982. 265–274.
Kunstwerke in Haydns Nachlass, in Joseph Haydn in 
seiner Zeit. Ausstellung, hrsg. von mraz, Gerda – 
mraz, Gottfried – schlag, Gerald. (Ausstellungs-
katalog: Eisenstadt – Staatshalle, 1982) Wien, 
1982. 196–197.
Die Türkenkriege und die Kunst in Ungarn vom 16. 
bis 18. Jahrhundert, in Die Türken vor Wien. Eu-
ropa und die Entscheidung an der Donau 1683, hrsg. 
von WaissEnbErgEr, Robert. Wien–Salzburg, 
1982. 284–290.
Unbekannte Werke Michelangelo Unterbergers, in Im-
agination und Imago. Festschrift für Kurt Rossacher. 
Zum 65. Geburtstag von Kurt Rossacher und zum 
zehnjährigen Bestandesjubiläum des Salzburger Ba-
rockmuseums, hrsg. von WagnEr, Franz. Salzburg, 
1983. 69–76. (Schriften des Salzburger Barock-
museums, 9.)
Tavola rotonda, in Gli Uffizi. Quattro secoli di una Galle-
ria. 2. Atti del Convegno Internazionale di Studi (Firen-
ze 20-24 settembre 1982), hrsg. von barocchi, Paola 
–	 ragioniE, Giovanna. Firenze, 1983. 592–593.
Sammlungsgeschichtliche Beiträge zu Raffael. Raffael 
Werke in Budapest, Bulletin du Musée Hongrois des 
Beaux-Arts 60–61. 1983. 41–81; 183–204.
A Szépmûvészeti Múzeum, 1900–1981 [Das Museum 
der Bildenden Künste], Századok 117. 1983: 3. 
626–638.
Franz Anton Maulbertsch in Ungarn, in Franz Anton 
Maulbertsch und sein Kreis in Ungarn, hrsg. von 
hinDElang, Eduard. Sigmaringen, 1984. 11–63.
–	 nyErgEs, Éva: Franz Anton Maulbertsch und sein 
Kreis in Ungarn, in Franz Anton Maulbertsch und 
sein Kreis in Ungarn, hrsg. von hinDElang, Ed-
uard. Sigmaringen, 1984. 127–181.
Rapporti dei pittori tedeschi e austriaci col Grassi e con 
la pittura veneziana dell’epoca, in Nicola Grassi e 
il Rococò europeo dagli atti del Congresso Internazi-
onale di Studi, 20/22 maggio 1982, hrsg. von rEalE, 
Isabella – rUsso, Cesare. Udine, 1984. 116–124.
Österreichische Barockentwürfe: Themenwahl und 
Ortsansprüche, in Beiträge zur Geschichte der Öl-
skizze vom 16. bis zum 18. Jahrhundert. Ein Sym-
posion aus Anlass der Ausstellung „Malerei aus er-
ster Hand – Ölskizzen von Tintoretto bis Goya” im 
Herzog Anton Ulrich-Museum Braunschweig, hrsg. 
von klEssmann, Rüdiger – WEX, Reinhold. (Aus-
stellungskatalog: Herzog Anton Ulrich-Muse-
um, Braunschweig, 1984) 1984. 106–112.
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Musici, adultere e conversioni. La „fortuna” del Porde-
none nel collezionismo europeo tra Sei e Settecen-
to, in Il Pordenone. Atti del Convegno internazionale 
di Studio, hrsg. von FUrlan, Caterina. Pordenone, 
1985. 111–116.
ll collezionismo ungherese e l’arte Italiana al primo 
Ottocento, in Popolo, nazione e storia nella cultura 
Italiana e Ungherese dal 1789 al 1850, hrsg. von 
branca, Vittore – gracioTTi, Sante. Firenze, 1985. 
(Civiltà veneziana – Studi, 40.) 243–252.
Geschichte und Historismus in der Malerei in Ös-
terreich und Ungarn um 1780, in Österreich im 
Europa der Aufklärung. Kontinuität und Zäsur in 
Europa zur Zeit Maria Theresias und Josephs II. 
Internationales Symposion in Wien 20–23. Ok-
tober 1980. Band 2. Plaschka, Richard Georg – 
klingEnsTEin, Grete – DrischEl, Otto et al. Wien, 
1985. 623–636.
Barockkunst in Ungarn in ihren Beziehungen zu Wien 
in der ersten Hälfte des 18. Jahrhunderts, in Ak-
ten des XXV Internationalen Kongress für Kunst-
geschichte, Wien und der europäische Barock, Wien 
1983, Band. 7., hrsg. von liskar, Elisabeth. Wien–
Köln–Graz, 1986, 83–90.
Franz Anton Palko als Maler von Altarbildern, in Ori-
ent und Okzident im Spiegel der Kunst, Festschrift 
Heinrich Gerhard Franz zum 70. Geburtstag, Graz, 
1986. 115–124.
Franz Anton Maulbertsch. Neue Zuschreibungen 
und neue Probleme, in Kunst und Kultur um den 
Bodensee. Festgabe für Eduard Hindelang, hrsg. von 
 ziEglEr, Ernst. Sigmaringen, 1986. 143–160.
Two unknown works by James Thornhill, The Burling-
ton Magazine 129, 1987: 1016. 722–723.
Die Sammlung Buckingham und die kaiserliche 
Galerie, Wiener Jahrbuch für Kunstgeschichte 60. 
1987. 111–121.
Opere di Paris Bordone in Augusta, in Paris Bordon 
e il suo tempo. Atti del Convegno internazionale di 
Studi, Treviso 1985, hrsg. von FossalUzza, Giorgio 
– manzaTo, Eugenio. Treviso, 1987. 71–78.
Les beaux-arts au XVIIIe siècle: état actuel de la ques-
tion, le point sur les recherches, in Actes du VIIe 
congrès international des Lumières, Budapest, 1987. 
223–240. [Vervielfältigung]
6 Katalognummern (Kat- Nr. 56–61.), in Leonardotól 
Chagallig. A Szépmûvészeti Múzeum legszebb rajzai, 
hrsg. von gErszi, Teréz. Budapest, 1988, 126–137.
> Von Leonardo bis Chagall. Die schönsten Zeich-
nungen aus dem Museum der Bildenden Künste in 
Budapest, Budapest, 1988.
> Les plus beaux dessins de Léonard à Chagall, Bu-
dapest–Paris, 1988.
Carlo Carlone in Deutschland, in Himmel, Ruhm und 
Herrlichkeit. Italienische Künstler an rheinischen 
Höfen des Barock. Ausstellung (Ausstellungskatalog: 
Rheinisches Landesmuseum, Bonn). Bonn, 1989. 
(Kunst und Altertum am Rhein: Führer des Rhei-
nischen Landesmuseum in Bonn, 128) 81–94.
Œuvre inconnue de Maffeo Verona à Budapest, Bulle-
tin du Musée Hongrois des Beaux-Arts 70–71. 1989. 
47–57; 155–159.
Les beaux-arts au XVIIIe siècle: état actuel de la ques-
tion, le point sur les recherches. Rapport prélimi-
naire, in Transactions of the Seventh International 
Congres on the Enlightenment, Budapest 26 July – 2 
August 1987 = Actes du Septième congrès internation-
al des Lumières, Budapest 26 juillet – 2 août 1987. 
3, general editor: mason, H[aydn] T. Oxford: The 
Voltaire Foundation at The Taylor Institution; 
University of Oxford, 1989. (Studies on Voltaire 
and the Eighteenth century, 265.) 1451–1471.
Paolo Veronese e il collezionismo nel nord del XVI–
XVII secolo, in Nuovi Studi su Paolo Veronese, Con-
vegno internazionale di studi Venezia 1–4 giugno 
1988, hrsg. von gEmin, Massimo. Venezia, 1990. 
16–24.
Paolo Veronese – Copie, falsi ed imitazioni nel Sette-
cento, in Paolo Veronese. Fortuna critica und 
künstlerisches Nachleben, hrsg. von mEyEr	 zUr	
	caPEllEn, Jürg – roEck, Bernd. Sigmaringen, 
1990. 65–71.
Der Maler und seine Laufbahn. Einige Aspekte des 
Kunstlebens in Ungarn im 18. Jahrhundert, in 
Late Baroque art in the 18th century in Poland, Bohe-
mia, Slovakia, and Hungary. October 15–17, 1987. 
Cracow, 1990. (Niedzica Seminaris, 4.) 143–151.
Natures mortes du XVIII. siècle au Musée des Beaux-
Arts, Maximilian Pfeiler, Franz Werner Tamm et 
Gabriel Salci, Bulletin du Musée Hongrois des Beaux-
Arts 74. 1991. 31–48; 91–99.
ll collezionismo ungherese e la pittura veneziana, in 
Itinerario Veneto. Dipinti e disegni del ‘600 e ‘700 
veneziano del Museo di Belle Arti di Budapest, hrsg. 
von naTalE, Mauro. (Ausstellungskatalog: Finarte 
Casa d’Aste, Milano – Szépmûvészeti Múzeum, 
Budapest, 1991) Milano, 1990. 3–15.
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18. századi osztrák mesterek mûvei Magyarországon 
[Werke österreichischer Maler des 18. Jahrhun-
derts in Ungarn], in Etudes sur l’histoire de l’art en 
honneur du soixantième anniversaire de Miklós Moj-
zer / Mûvészettörténeti tanulmányok Mojzer Miklós 
hatvanadik születésnapjára, hrsg. von Takács, 
Imre – bUzási, Enikô et al. = Annales de la Galerie 
Nationale Hongroise / A Magyar Nemzeti Galéria 
Évkönyve 1991. 193–198.
Venedig und die Malerei in Süddeutschland und Ös-
terreich, in Venedigs Ruhm im Norden. Die gros-
sen venezianischen Maler des 18. Jahrhunderts ihre 
Auftragebber und ihre Sammler, hrsg. von TrUDz-
inski, Meinolf –	schälickE, Bernd. (Ausstellungs-
katalog: Forum des Landesmuseums, Hannover 
– Kunstmuseum Düsseldorf im Ehrenhof, Düssel-
dorf 1991–1992) Hannover, 1991. 81–88.
Zur Kunstübung an der Wiener Akademie im 18. Jah-
rhundert. Die Preisstücke, in Prijateljev Zbornik. 
Band. 2, hrsg. von bElamarić, Josip. Split, 1992. 
(Prilozi povijesti umjetnosti u Dalmaciji, 33.) 
405–423.
Maulbertsch Magyarországon, in Barokk és Maulbertsch 
[Das Barock und Maulbertsch], hrsg. von kôszEgi, 
Lajos – várhEgyi, Miklós. Veszprém, 1992. 161–
186. (Pannon Panteon: Géniusz Mundi, 6.)
Die Fugger und die Venezianische Kunst, in Venedig 
und Oberdeutschland in der Renaissance. Bezie-
hungen zwischen Kunst und Wirtschaft, hrsg. von 
 roEck, Bernd – bErgDolT, Klaus – marTin, An-
drew John. Sigmaringen, 1993. (Studi, Schriften-
reihe des deutschen Studienzentrums in Venedig, 
Centro Tedesco di Studi Veneziani, 9.) 123–129.
Itáliai festôk Közép-Európában / Italian Painters in 
Central Europe + 75 Katalognummern [mit Bi-
ographien und Bildbeschreibungen], in Barokk 
mûvészet Közép-Európában. Utak és találkozások 
/ Baroque art in Central-Europe. Crossroads, hrsg. 
von galavics, Géza. (Ausstellungskatalog: Bu-
dapesti Történeti Múzeum, Budapest) Budapest, 
1993. 45–53; 107–115.
3 Katalognummern [mit Biographien und Bildbe-
schreibungen], in Zsánermetamorfózisok. Világi 
mûfajok a közép-európai barokk festészetben / The 
metamorphoses of themes. Secular subjects in the art 
of the baroque in Central Europe, hrsg. von lEngyEl, 
László – somorJay, Sélysette. (Ausstellungskata-
log: Székesfehérvár). Budapest, 1993. 182–183. 
(Kat. Nr. A 25.), 336–337. (Kat. Nr. C 167–168), 
374, 389.
Die Ölskizzen bei Maulbertsch, in Barock Regional-
International, Kunsthistorisches Jahrbuch 25. 1993. 
83–95.
2 Katalognummern, in Svätci v strednej Európe / Heili-
gen in Zentraleuropa, hrsg. von rUsina, Ivan. (Aus-
stellungskatalog: Slovenská národná galéria Brati-
slava) Bratislava, 1993. 134, 136 (Kat. Nr. G.1.), 
147–148 (Kat. Nr. H.5.)
The Three Ages of Man or Marcus Aurelius between 
Philosophers and Giorgione, in Giorgione’s paint-
ings of „The Three Ages of Man (Marcus Aurelius 
between Philosophers).” A critical study, hrsg. von 
graham, Lanier F. Antioch, Calif. 1993. 60–67.
Unbekannte Barockentwürfe aus Österreich, in Pinxit, 
sculpsit, fecit. Festschrift für Bruno Bushart, hrsg. von 
hamachEr, Bärbel – karnEhm, Christl. München, 
1994. 217–225.
Der italienische Einfluss und der Wiener Akademiestil 
zur Zeit von Franz Anton Maulbertsch, in Franz 
Anton Maulbertsch und der Wiener Akademiestil, 
hrsg. von hinDElang, Eduard. (Ausstellungskata-
log: Langenargen am Bodensee) Sigmaringen, 
1994. (Veröffentlichungen des Museums Lange-
nargen) 93–110.
Sebastiano del Piombos Kardinalbildnis in Dublin. 
Neue Funde und Ergebnisse, Acta Historiae Artium 
37. 1994–1995. 135–144.
Michelangelo Unterberger und die Mitglieder der 
Wiener Kunstakademie in Ungarn, in Barockber-
ichte, Salzburg, 1995: 11–12. 452–460.
Collecting Venetian painting in Central Europe, in 
Treasures of Venice. Paintings from the Museum of 
Fine Arts, Budapest, hrsg. von kEyEs, George – 
barkóczi, István – saTkoWski, Jane (Ausstellungs-
katalog: High Museum of Art, Atlanta – Seattle Art 
Museum, Seattle – Minneapolis Institute of Arts, 
Minneapolis), Hong Kong, 1995. 25–50.
Barockbeiträge zu den Werken von Johann Wenzel 
Bergl, Franz Anton Palko und Anton Kern, in Ars 
Baculum Vitae. Sborník studií z dějin umění a kultury 
k 70. narozeninám Prof. Ph.Dr. Pavla Preisse, DrSc. 
[Festschrift Pavel Preiss], hrsg. von vlnas, Vít – 
sEkyrka, Tomáš. Praha, 1996. 243–249.
A soproni Edlinger ház és Gregorio Guglielmi [Das 
Edliger-Haus in Sopron und Gregorio Guglielmi], 
in Tanulmányok Csatkai Endre emlékére, hrsg. von 
környEi, Attila – szEnDE,	Katalin. Sopron, 1996. 
165–186.
34 Katalognummern [mit Biographien und Bildbe-
schreibungen], in Mons Sacer 996–1996. Pannon-
 KLÁRA GARAS	 27
Acta Hist. Art., Tom. 59, 2018
halma 1000 éve [1000 Jahre Pannonhalma], Band. 
3. hrsg. von Takács, Imre. (Ausstellungskatalog: 
Pannonhalmi Fôapátság, Pannonhalma) Pannon-
halma, 1996. (und CD-ROM)
Opponensi vélemény „Buzási Enikô: Egy arcképfestô 
pálya-keresztmetszete: Mányoki Ádám” kandidá-
tusi értekezéséhez [Opponentenmeinung über die 
Dissertation von Enikô Buzási über Ádám Mányo-
ki], Mûvészettörténeti Értesítô 45. 1996. 331–333.
„Der weltbekannte, berühmte Maler” Maulbertsch, die 
Zeitgenossen und die Nachwelt, in Franz Anton 
Maulbertsch und sein schwäbischer Umkreis, hrsg. 
von hinDElang, Eduard. (Ausstellungskatalog: 
Museum Langenargen am Bodensee, Langenargen 
am Bodensee) Langenargen am Bodensee – Sig-
maringen, 1996. 14–27. (Veröffentlichung des 
Museums Langenargen)
Denner, Balthasar; Fischer, (Josef) Vincenz; Kraus, 
Franz Anton; Mányoki, Ádám; Maron, Anton 
von; Maulbertsch [Maulpertsch], Franz Anton; 
Meytens II., Martin van; Quadal [Chwátal], Mar-
tin Ferdinand; Seybold, Christian; Tausch, Chris-
toph; Urlaub, Georg Anton; Weitsch, Johann Frie-
drich [Pascha], in The Dictionary of Art, hrsg. von 
TUrnEr, Jane, London, 1996. Vol. 8. 762; Vol. 11. 
122–123; Vol. 18. 442; Vol. 20. 350–351, 456, 
855–855; Vol. 21. 511–512; Vol. 25. 786; Vol. 28. 
525; Vol. 30. 369–370; Vol. 31. 748; Vol. 33. 49.
Deutsche Meister und Werke des 17. Jahrhunderts. 
Der Barock in Mitteleuropa, Bulletin du Musée 
Hongrois des Beaux-Arts 86. 1997. 41–58.
Dráma és architektúra. Josef Platzer és Friedrich Hein-
rich Füger ismeretlen mûve Magyarországon / 
Trauerspiel und Architektur. Ein unbekanntes 
Werk von Joseph Platzer und Friedrich Heinrich 
Füger in Ungarn, in Festschrift Zoltán Szilárdfy = 
Ars Hungarica 25. 1997. 355–360.
Die Geschichte der Gemäldegalerie Esterházy, in Von 
Bildern und anderen Schätzen. Die Sammlungen der 
Fürsten Esterházy, hrsg. von galavics, Géza – 
mraz, Gerda. Wien, 1999. 101–174.
Von der Kunstkammer zum Kunstmuseum. Die 
Gemäldegalerie Esterházy und das Museum 
der Bildenden Künste Budapest, in Von Raffael 
bis Tiepolo. Italienische Kunst aus der Sammlung 
des Fürstenhauses Esterházy, hrsg. von sEEmann, 
Hellmut – barkóczi, István. (Ausstellungskata-
log: Schirn Kunsthalle, Frankfurt am Main, 
1999–2000 – Szépmûvészeti Múzeum, Budapest) 
München, 1999. 82–90.
Appunti sulla natura morta a Venezia nel XVII secolo: 
il Maltese a Venezia, in Pittura Veneziana dal Quat-
trocento al Settecento. Studi di storia dell’arte in onore 
di Egidio Martini [Festschrift Egidio Martini], hrsg. 
von Pilo, Giuseppe Maria. Venezia, 1999. (Arte 
documento: Liber extra, 6.) 145–149.
5 Katalognummern, in Dürertôl Dalìig. A Szépmûvészeti 
Múzeum legszebb rajzai, hrsg. von gErszi, Teréz. 
Budapest, 1999. 138–147 (Nr. 61–65).
> Dürer to Dalì. Master Drawings in the Budapest Mu-
seum of Fine Arts, Budapest, 1999. 138–147.
Schlachtenbilder und fremde Maler in Venedig. „Fer-
dinando Chieni pittore Ungaro” / „Ferdinando 
Chieni pittore Ungaro” slike bitk in tuji slikarji v 
Benetkah, in Vita artis perennis. Ob osemdesetlen-
ici akademika Emilijana Cevca / Festschrift Emili-
jan Cevc, hrsg. von klEmEnc, Alenka. Ljubljana, 
2000. 341–356.
Alcuni ritratti veneziani poco noti del Rinascimento, 
in Omaggio secondo all‘arte veneta. Nel ricordo di 
Rodolfo Pallucchini = Arte documento 14. 2001. 
74–80.
A budai vár egykori gyûjteménye. Képek a Szép-
mûvészeti Múzeumban / The one-time art collec-
tion of the Royal Palace. Pictures in the Budapest 
Museum of Fine Arts, in A budavári királyi palota 
évszázadai [Die Jahrhunderte des Königsschlosses 
in Buda], hrsg. von F.	Dózsa, Katalin –  szvoboDa	
Dománszky, Gabriella. (Ausstellungskatalog: Bu-
dapesti Történeti Múzeum, Budapest, 2000–2001) 
= Tanulmányok Budapest Múltjából 29. 2001. (Bu-
dapest várostörténeti monográfiái 38) 381–410.
Victor-Lucien Tapié et le baroque en Europe centrale, 
in Rencontres intellectuelles franco-hongroises. Re-
gards croisés sur l’histoire et la littérature, hrsg. von 
sahin-TóTh, Péter. Budapest, 2001. (Collegium 
Budapest Workshop Series, 10.) 196–198.
Jegyzetek Jankovich Miklós képgyûjteményének törté-
netéhez [Notes for the history of the picture col-
lection of Miklós Jankovich], in Jankovich Miklós 
(1772–1846) gyûjteményei [Die Sammlungen von 
Miklós Jankovich], hrsg. von mikó, Árpád. (Aus-
stellungskatalog: Magyar Nemzeti Galéria, Bu-
dapest, 2002–2003) Budapest, 2002. (A Magyar 
Nemzeti Galéria kiadványai / Veröffentlichungen 
der Ungarischen Nationalgalerie, 2002/1.) 16–18.
Mitverfasser, in Museum of Fine Arts, Budapest. Old Mas-
ters’ Gallery. Summary Catalogue. Volume 3. Ger-
man, Austrian, Bohemian and British Paintings, hrsg. 
von EmbEr, Ildikó – Takács, Imre. Budapest, 2003.
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Die falschen Correggios: Nachahmungen und Fäls-
chungen im 18. Jahrhundert, in Greeting Zsuzsa 
Urbach on her Birthday = Acta Historiae Artium 44. 
2003. 291–299.
Festô, restaurátor, képkereskedô: Adam Braun (1748–
1827) és a magyar mûbarátok [A painter, restorer 
and art dealer: Adam Braun (1748–1827) and 
Hungarian art lovers], in Tanulmányok Sza bolcsi 
Hedvig 80. születésnapjára [Festschrift Hedvig 
 Szabolcsi] = Ars Hungarica 34. 2006: 1–2. 83–94.
Wenig bekannte Meister und Werke aus dem Cara-
vaggisten-Kreis in Wien, Ljubljana und Budapest, 
in Vis imaginis. Baročno slikarstvo in grafika. Jubile-
jni zbornik za Anica Cevc [Festschrift Anica Cevc], 
hrsg. von mUrovEc, Barbara. Ljubljana, 2006. 
177–190.
Maulbertsch und die Kunstsammler seiner Zeit, in 
Franz Anton Maulbertsch und Mitteleuropa. Fest-
schrift zum 30-jährigen Bestehen des Museums Lan-
genargen, hrsg. von hinDElang, Eduard – slavíčEk, 
Lubomír. Museum Langenargen am Bodensee – 
Brno, 2006. 44–55. (und CD-ROM)
– nyErgEs, Éva: Baron Wiser’s picture gallery, The 
Burlington Magazine 51. 2009: 1278. 584–594.
Adalékok Anton Kern (1709–1747) munkásságához: 
A részeg Noé képe és mások / Zusätze zur Tätig-
keit von Anton Kern: „Der trunkene Noah” und 
andere Werke, in „Ez világ, mint egy kert...” Tanul-
mányok Galavics Géza tiszteletére [Festschrift Géza 
Galavics], hrsg. von bUbryák, Orsolya. Budapest, 
2010. 447–453.
The history of collecting Giorgione in America – An 
outline, Acta Historiae Artium 59. 2018. 31–68.
Buch- und Ausstellungsbesprechungen
Heinrich Decker: Barockplastik in den Alpenländern, 
Wien, 1943: Szépmûvészet 5. 1944: 1. 35.
A Fôvárosi Képtár Zichy gyûjteménye [Die Zichy-
Sammlung der Hauptstädtischer Galerie]: Szabad 
Mûvészet 5. 1951. 361–362.
Delacroix kiállítás Párizsban [Delacroix Ausstellung in 
Paris]: Mûvészet 4. 1963: 8. 9.
Wilhelm Reuschel, Die Sammlung Wilhelm Reuschel. 
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